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SYNOPSIS 

In this extended curatorial rationale, I explore the artistic responses of contemporary artists 

to the political landscape in Conservative Britain. In the form of a short essay, Part One, 

questions the notion, that all art is political by comparing varied opinions of industry 

professionals and sets the timeline for the pieces selected in the exhibition, Enough, to 

provide a contextual background of contemporary art.  

In Part Two, this curatorial rationale explores methods of artistic response that contemporary 

artists use, highlighting their value as political commentary in society. Part Two analyses the 

artworks selected for Enough, exploring their contribution to British visual culture.  

In Part Three, the public exhibition Enough is realised, presented, and critically evaluated as 

I navigate these artistic responses, highlighting the artists views individually and collectively. 

Enough is curated to evoke emotion within the viewer, questioning their political motivations 

through their consumption of modern-day art. 
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Introduction 

There is a lot to be asked of the Conservative Government in the United Kingdom 

and their age of austerity, an era of reduced public spending that began in 2010, considered 

the new normal1. The limitations surrounding art, art production, and art education have 

always been protected from government intervention by an 'arm's length' policy in place 

since 19462. There is, however, a narrative that the 'Tories hate art’3, therefore, increasingly 

privately funded bodies are supporting the arts as the government continues to reduce 

funding4. This extended curatorial rationale (ECR) explores the relationship between 

contemporary artists and politics through the eyes of their artistic responses to political 

events, asking, is all art political? Art is valuable to the economy and culture of the country5. 

Moreover, artists are free to respond to the workings of the world around them in any way 

they see fit. Exploring these artistic responses in depth, this ECR considers their importance 

to society as political commentary, bringing a few select pieces together into a curated 

exhibition of emotionally charged works.  

To fully comprehend the broad range of political artwork available in visual culture 

today, I have written this extended curatorial rationale in three parts: the first taking the form 

of a short discursive essay, defining the period of art in which this ECR will focus on and 

exploring the roots of contemporary ‘political art’. This essay discusses the very definition of 

political art, considering the question, is all art political? Within Part One, I have focused on 

the formation of the label political art, exploring the history of contemporary art in Britain. 

This essay argues the notion that all art is political, exploring opposing critical stances on the 

topic to investigate if this is the view of the art world today. There is a wide range of sources 

used across this writing such as articles, newspapers, reports, interviews and publications 

with varied political beliefs and ideologies. This broad research allows me to provide differing 

opinions on politics and art. One of the key sources in defining the timeline relevant to this 

essay is John A Walker’s writing in Left Shift. Radical Art in 1970s Britain6, a book that offers 

an insight into the key artists in the 1970s art scene, exploring their contributions to a 

struggling landscape during a period of political economic crisis and how this paved the way 

1 Hall, ‘austerity has its own life – here’s how it lives on in future’ generations’ 
2 Quinn, ‘Distance or intimacy? —The arm's length principle, the British Government, and the Arts 
Council of Great Britain’  
3 Phil, ‘Why do the Tories Hate the Arts?’ 
4 Higgins, ‘Culture is not trivial, it’s about who we are.’ 
5 According to The Centre for Economic and Business Research in a report for the Arts Council 
England, the arts and culture industry brings £10.9 billion into the UK economy each year.  
6 Walker, Left Shift: Radical Art in 1970s Britain 
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for contemporary art as we know it. This essay explores why this was the critical period for a 

shift in public perception of politics. Using this source as a starting point for discussion, this 

section examines contrasting views on politics such as those of Peter Fuller, Boris Groys 

and Nate Mancini. This section introduces two artworks and assesses their position within 

the topic, providing context for their selection within this ECR. 

Part Two delves into the ways artists create political commentary and the importance 

of context by exploring four forms of political art: propaganda, protest, sociological 

expression, and satire. Through selected artworks, this section analyses their contribution to 

the broader cultural discourse and their positioning on the political spectrum, allowing a 

justification for their selection. My understanding of these forms of political art was drawn 

from writing within the online blog ArtBuzz7. Although online sources are open to the opinion 

of the creator, this source reads as a factual definition of the terms, something not to 

dissimilar to an entry you would find in a glossary of terms. This neutral stance is backed up 

by the fact there is no author named. This source was helpful to me in defining these types 

of political art and forming my own opinions on which artworks fit the brief. Part Two 

investigates these art forms and examines how context plays a key role our perceptions of 

‘political art’ as well as considering the importance of the content within political art. This 

section introduces six pieces of contemporary art that will feature in this curatorial rationale, 

using various sources of interviews with the artists, their writings, and popular online sources 

to establish the artists’ sentiments. Using sources close to the artists allows my writing to 

recount a true representation of the artists motivation behind the art, reinforcing their stance 

on the topic through direct quotes supporting their artistic response. 

Part Three of this ECR presents my exhibition, Enough. By compiling my essay 

findings and the artwork selection rationale, Enough is an exhibition created to highlight 

British artistic responses to contemporary political events. This curated collection 

encourages the viewer to respond to the artwork with their own emotion. The visual culture 

on display within this curatorial piece is varied and the selection justified through research 

outlined in Part Two. The role of the curator is explored through two literary sources from 

David Balzar and Carolee Thea, chosen to support my writing for their in-depth 

understanding of curating as a key activity within the modern art world. Using these highly 

credible sources as well as my own understanding of placemaking and spatial design, 

7 ArtBuzz is a global network of hostels, co-working spaces, and an artistic platform to encourage the 
growth of creativity through collaboration. They provide a series of ‘Art Terms’ on their website, 
allowing a further understanding of creative practices and art history. 
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Enough is physically realised. This section addresses how the exhibition is designed and 

why the decision to present in this way supports the question of all art being political, 

encouraging the viewer to consider how they respond to the political landscape. Design 

decisions are justified throughout with the support of my research into the location, 

government data and existing public response to previous events.  To conclude, this ECR 

provides my personal response to the question: Is all art political? The Conservative 

Government can be considered the ‘most successful political party in the world’8 due to the 

number of years they have been in control, but how is this success seen within the world of 

artistic freedom?   

  

 
8 Coulter, ‘Book Review: The Conservative Party from Thatcher to Cameron’ 
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Part One 

The Formation of Contemporary Political Art 

 

In Left Shift: Radical Art in 1970’s Britain, John A. Walker, introduces the argument 

that the culture of the arts in Britain in the 1970s was considered ‘a neglected 

decade…especially its fine arts’9. The final three decades of the 20th century were rife with 

ideological struggle within the Government10, and within these groups of radical artists, there 

were divides in political agendas. Walker explores the multitudes of radical art practices 

during this time and discusses the challenges faced by artists under a left-wing government 

as they tried to create a social purpose within their art practice. The source is an exciting 

read, opening with the idea that the 70s were a forgotten period of art in Britain, and acts as 

a chronological recap of art. At first, I found this source challenging to read as each chapter 

opens with a breakdown of the global political events of that year before a breakdown of art 

of the same year; it could flow more smoothly for the reader. Walker is very knowledgeable 

in his experience as an art historian11 and provides a great depth of detail in each chapter, 

although this source reads as a historical timeline rather than a critical review of the socio-

economic happenings. Walker touches on the role of not just the artists but the impacts of 

the institutions, curators, and art critics who play a vital role in the art scene. To conclude this 

text, Walker comments on the changes within the fine art world in the following two decades 

and the influence of politics, mostly exploring the effects of ‘Thatcherism’12 which leads into 

the timeline for this essay. Walker’s final remarks suggest that a resurgence in interest in the 

radical art of the seventies was the foundation for the modern art world as we know it today 

to be driven by social purpose, and it is this period of contemporary art that I explore further 

in this ECR.  

 

The introduction to Walker’s book highlights many views of critics that claim the 

seventies to be a non-starter in terms of art production. One such critic named is the late 

Peter Fuller - a well-known, combative critic13, a fascinating example to include given his 

journey within his own ideologies. Fuller was known to be uncompromising in his opinions, 

initially linked heavily to Marxism14 and radical materialism before shifting drastically to the 

 
9 Walker, Left Shift: Radical Art in 1970s Britain, p.1  
10 Raymond, ‘The 1970s and the Thatcherite Revolution: Crisis of Ideology or Control?’ 
11 Wikipedia contributors, 'John A. Walker (art critic)' 
12  Walker, Left Shift: Radical Art in 1970s Britain, p253- 255 
13 Jones, ‘This Man made Britart what it is. He would have hated it.’ 
14 Marxism is defined by The Economic Times as a social, economic, and political philosophy that 
analyses the impact of the ruling class on the laborers, leading to uneven distribution of wealth and 
privileges in the society. It stimulates the workers to protest the injustice. 
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right, becoming thoroughly conservative, a ‘fierce defender of figurative painting and an 

enemy of the avant-garde’15 as described by a colleague at The Guardian. Walker’s personal 

journey was almost entirely opposite, starting his career in fine art painting before his Marxist 

beliefs developed and he became a critic on the most contemporary art of his time. Walker 

references Fuller’s 1980 essay titled Where was the art of the seventies16 in which Fuller 

almost dismisses all ‘modern’ art entirely due to lack of traditionalism, a very differing opinion 

to Walker’s:  

 

The art of the 1960’s devalued the imaginative, bodily, and expressive 
potentialities of the artist as a creative, human subject. In focusing upon the 
physical existence of the artwork in isolation, the late modernism of the 
1960s produced works that alienated from men and woman; those damn 
‘modular units’, mere things. The art of the 1970s went further, abandoning 
tradition and stuff. Expression had been destroyed. Art revealed itself in the 
conceptualism of the 1970s as a naked ideology17 

 

The very nature of Walker’s book is to challenge this notion, highlighting precisely 

how drastically art changed during the seventies. During this period, Britain witnessed the 

birth of contemporary art as we know it18, with many energising changes in art, particularly 

concerning politics. Much to Fuller’s dismay, critics found themselves ‘surrounded by 

conceptual artists, ‘political’ artists, and [those] who kept on about art practice and the new 

media’. They were almost all of the left’19. Art in the seventies saw the rise of individuality and 

rebellion20, taking heed from the hippie movement of the previous decade, bringing art and 

politics to the forefront of culture. The ‘60s established a practice of protesting as freedom of 

political speech21. Creatives no longer wished to be confined by the long-standing traditional 

limitations of art practice22. Some artistic movements that rose in importance were feminist 

art, led by those fighting for the equality of women and female artists; land art, raising 

awareness of environmental issues and encouraging the public to participate in 

conservation; and performance art, using the body as a tool, communicating a message to 

challenge traditional art forms23. Art progressively politicised24, manifesting in ‘a decade of 

austerely radical art…the product of a cultural moment’25. When considering the number of 

 
15 Jones, ‘This Man made Britart what it is. He would have hated it.’ 
16 Fuller, Where was the art of the Seventies?” Beyond the Crisis in Art, p.16-43 
17 Ibid.,  
18 Anon., ‘What is Contemporary Art?’  
19 Fuller, Where was the art of the Seventies?” Beyond the Crisis in Art, p.16-43 
20 Rorimer, New Art in the 60s and 70s: Redefining Reality, p. 76 
21 Harris and O’Brien, Preserving the Sixties Britain and the ‘Decade of Protest’, p.34  
22 Silva, ‘1960’s art and the Age of Pop’ 
23 Ibid., 
24 Harris and O’Brien, Preserving the Sixties Britain and the ‘Decade of Protest, p.193 
25 Hilliard, ‘British Art in the Seventies – a brief note’, p.12-13 
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collectives and movements that formed during the seventies, each rebelling against the 

societal norm in its way and pushing the boundaries of traditional ‘brush-and-canvas-centred 

art history’26, there is a clear display of political commentary and the first contemporary uses 

of the label ‘political art’.  

 

 In the mid-seventies, when Thatcher began to lead the Conservative Party through 

to the end of her reign as Prime Minister in 199027, Thatcher was considered a radical leader 

in her way of thinking. Thatcher’s policies on economics and favouring a free market28 were 

the theme of societal issues artists were challenging then and now, well into the modern day. 

As much of the art in this period shifted to the left, politics shifted to the right at the hand of 

Thatcher’s liberalism, and so the narrative of all art being political was raised during the 

decades that spanned her leadership and beyond. Political policies advocated for the self-

preservation of the individual, with the leader of the country claiming, ‘there is no such thing 

as society’29. This publicly endorsed selfishness as the basis of daily life30 allowed the 

affluent to grow richer, and the battle to survive worsen for the unemployed, allowing 

traditional art forms such as painting to become popular again31. The economic crises led 

artists to reconnect with society through their networks. It was not until the Labour Party's 

victory over the Tories in 199732, that Britain's political and cultural ethos shifted once more 

and a newfound interest in the radical art of the seventies arose. As artists stepped forward 

with new socio-political intentions at the turn of the millennium, a new artistic generation 

emerged, rife with activists33.  

 

Artists have the freedom to use their voice or artwork to make statements, whether 

political or not, through their platforms. I believe artists should use their platforms to 

communicate with society. Walker discusses theorists of the seventies arguing that ‘political 

art’ was not simply a subcategory of art or the latest art movement, claiming this label 

misleading as ‘all art is (already) political’34. This broad statement is contemporary, I believe; 

and is reinforced by Walker, asserting that all art is ideological or has political implications. 

Others, such as Nate Mancini, a Christian activist, argue profusely that art is not and should 

 
26 Baumgardner, ‘The Most Iconic Artists of the 1970’s’  
27 Birgit, Bujard., The British Prime Minister in the Core Executive: Political Leadership in British 
European Policy, p.4 
28 Ibid., p.5 
29 Thatcher, Women’s Own interview with Douglas Keay.  
30 Breakwell, ‘Artist’s thoughts on the seventies in words and pictures’, p.11 
31 Forgeard, ‘Behind the artistic boom: What contributed to the Resurgence of the Arts in the 1980s’. 
32 Bennister, Prime Ministers in Power Political Leadership in Britain and Australia, p.65 
33 Walker, Left Shift: Radical Art in 1970s Britain, p.258. 
34 Ibid., 
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not be political and claim this notion to be absurd35. The discourse on the classification and 

power of political art is heavily debated by theorists, critics, curators, and art historians, with 

many opposing views and no definitive yes or no answer. Boris Groys, a globally 

distinguished art critic and philosopher of post-socialist belief36, writes:  

there are nothing but differences as far as the eye can see. So, one must 
make a choice, take sides, be committed – and accept the inevitability of 
being accused of one-sidedness, of merely advertising for one’s favourite 
artists at the expense of others to advance their commercial success on the 
art market37  

in his book Art Power as he probes the balance of power within modern art and politics 

through a series of essays. Using this source is vital in bringing the technicalities of the art 

market into view when defining a stance on the question, as one argument for political art is 

that market forces play a huge part in defining whether art is thriving. Mark Vallen, an 

American activist for Art for a Change, comments in his essay Why All Art is Political, ‘Since 

labour and commerce are realms understood to be political spheres, then art, which is 

inextricably bound to those fields, is automatically part of a political process’38. This 

interpretation of political art is simple and important to include. It assumes that all art is 

political because politics controls commerce and labour, an undeniable part of artistic 

production. Yet many argue that art is (or should be) a purely aesthetic commodity, and 

artists should not undermine the trust of the viewer by providing them with anything other 

than beautiful art, existing to deal with themes of humanity and feelings, not politics39. This 

final opinion reminds me of Fuller’s later beliefs in a way – the belief that art should be 

aesthetic and the need to protect the traditional fine art forms known as The Arts.  

This argument on whether all art is political will continue to go back and forth for as 

long as anyone can debate the topic; there is no apparent one-size-fits-all answer. Is it as 

simple an explanation as public perception that can label an artwork as political? It is my 

opinion that art is open to interpretation and the viewers experiences will allow them to 

absorb art in the context of their lives and opinions. Art is ultimately subjective. To explore 

this opinion, I have selected two artworks varied in political stance to compare and evaluate 

the messaging behind each piece - these artworks will feature in the third part of this ECR on 

display within my exhibition.  

 
35 Mancini, ‘No, All Art is Not Political’  
36 Post socialism beliefs focus on the lasting social and cultural effects of socialism and how socialism 
influences neoliberalism and the free market. 
37 Groys, Art Power, p.1 
38 Vallen, ‘Why All Art is Political’  
39 Mancini, ‘No, All Art is Not Political’ 
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Artwork 1 – Eddie Chambers Destruction of the National Front (1979-80)  

The first artwork selected is by British artist, curator, and art history professor, Eddie 

Chambers. Chambers was one of the founding members of BLK Art Group40, a ground-

breaking group of British black artists and students in the 80s41. In 1978, Thatcher rose in 

the polls by 11%42 following an interview with World in Action in which she said:  

people are really rather afraid that this country might be rather swamped by 
people with a different culture and, you know, the British character has done so 
much for democracy, for law and done so much throughout the world that if there 
is any fear that it might be swamped, people are going to react and be rather 
hostile to those coming in. So, if you want good race relations, you have got the 
allay peoples’ fears on numbers43  

This blatant racism from the Prime Minister undeniably encouraged a growth in the 

already deep-rooted racism throughout the United Kingdom. It reinforced the messaging 

behind the National Front – a far-right extreme fascist political party – that disbanded in 

1979. Chambers recalls in an email to Tate curator Julia Carmen:  

 
40 According to Tate Modern, an association of young black artists known as The BLK art group 
questioned what black art was, formed its identity and questioned its future. 
41 Nairne, Black Arts in the Maelstrom, p.25-30 
42 Carmen, ‘Destruction of the National Front’  
43 Thatcher, World in Action interview with Gordon Burns.  

Figure 1 – Eddie Chambers, Destruction of the National Front, 1980. Four screenprints on paper and card. Tate 
Modern Collections. 
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the National Front had a very strong presence…with stickers declaring ‘If 
They’re Black, Send Them Back!’…with such casual, but insistent and explicit ‘in 
your face’ racism…it was in this context my piece was conceived44.  

 Destruction of the National Front [Fig. 1] is Chambers’ artistic response to the 

nationalist, racist ideologies of the country at the time, and Chambers uses the National 

Front’s appropriation of the Union Jack to make a political statement. Using his chosen 

artistic medium, collage, the art piece shows four images that feature an unmistakeable torn-

up Union Jack, rearranged into a swastika45. Each image from left to right is further ripped 

until the final image on the right is unrecognisable as neither the swastika nor the British flag. 

The use of collage in the piece is disruptive and leans into the intended messaging of 

Chambers’ work. This piece could be seen as a continuation of the disruption the Black and 

Asian communities had been trying to cause through years of protests, marches, and sit-

downs. The systemic racism, public violence and anti-immigrant policing that was 

encouraged by the government created such unliveable conditions that these citizens were 

crying out for change46. Destruction of the National Front is a powerful response to a critical 

issue in British politics in the late 70s, perfectly timed and executed clearly. Context is crucial 

to the understanding of Chambers’ intent behind the piece; however, when stood alone, the 

artwork takes a stand against some element of the British culture. I was unaware of the 

National Front before researching this topic; so, I understand the piece better, given the 

context. There is no denying who Chambers is addressing, and the issues of poor black 

representation he targets within the country. This artwork positions well amongst the other 

pieces selected for my exhibition because of its strong references to a dark side of British 

culture. 

 
44 Carmen, ‘Destruction of the National Front’ 
45 The swastika is used in many cultures for centuries however, the most famous use was by Hitler 
during the world war as a sign for the Nazis.   
46 Carmen, ‘Destruction of the National Front’ 
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Artwork 2 – Ken Currie Unknown Man (2019)  

  

 

 

 

 

 

 

 

 Ken Currie, one of Scotland’s most renowned painters, was a student at Glasgow 

School of Art, and his painting Unknown Man is the second piece chosen to support this 

writing. Currie made a name for himself as an artist within the so-called New Glasgow 

Boys47, painting unsettling images of the human form, often suffering from injury, illness, or 

ageing. Unknown Man [Fig. 2] is not overtly political on initial viewing. The artwork features 

Dame Sue Black, a Scottish forensic anthropologist, standing in surgical robes behind a 

table that holds the covered remains of a body. This large-scale work is intense, 

confrontational, and sobering, highlighting the importance of her work. My initial response to 

this was sadness, reminding me of Covid-19, a time when death and the struggles of the 

NHS were daily news. An artwork like this responding to Covid would not have surprised me, 

however, this piece is an ode to the career of Prof. Black. Where the piece is clearly about 

death, it is also ‘transformed into a welcome statement about power for good, knowledge as 

key, medicine’s possibility to resolve problems, and – in the right hands, a consoling ability to 

reveal lost identity’48 as described by a writer for Artlyst49. Black’s work was revolutionary in 

her field, deployed to warzones across the world to identify the bodies of victims in countries 

 
47 The Essential School of Painting describe the New Glasgow Boys as a bold group of influential 
young painters in the ‘80s, who produced a heroic amount of work on the subject matter of Scotland’s 
working class, reviving figurative painting internationally. 
48 Henry, ‘Ken Currie: Unknown Man Scottish National Portrait Gallery’  
49 Artlyst is an arts information website, based in London, that reports accurately on international 
contemporary arts news. 

Figure 2 – Ken Currie, Unknown Man, 2019. Oil on canvas. Scottish National Portrait Gallery.   
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such as Sierra Leone, Iraq, and Kosovo50. I believe this piece is emotionally powerful, and 

although it is not a direct response to Britain's political landscape, Black's career is steeped 

in the consequences of political actions on war. Unknown Man is a shocking piece and sits 

well within my exhibition, encouraging the viewer to question what is happening within the art 

and the horror it refers to.  

On the question of all art being political, these two vary in their political expression; 

both have political connotations. Chambers’ work comes from personal experience, reacting 

to widespread racism across Britain that the leader of the country shamefully endorsed. In 

contrast, Currie’s work is an ode to the lifetime of dedication given by Black to give identity to 

those souls lost at war, wars created by politics. Both feature classic and tactile ways of 

making - nodding to the artists emotions as they prepare each piece. They are both intensely 

emotive pieces, giving the viewer much to contemplate.  

As outlined, this ECR focuses on contemporary art51 and whilst this covers the period 

from Thatcher and beyond, Chambers’ piece is the oldest artwork (1979) to feature in my 

exhibition in Part Three. There was much great art to come from the ‘80s and ‘90s; however, 

for the context of this ECR, the artists chosen to feature in the remainder of my writing were 

developing their craft throughout these years, some rising to fame for their activism. Another 

reason for this gap in the timeline is simple; since the turn of the millennium in 2000, the 

standard of politics in Britain has declined drastically, particularly after the Brexit campaign52, 

giving artists so much more to respond to. Combined with advances in technology allowing 

new techniques of creating53, the growth of art production and the sharing of British visual 

culture through the internet, the modern art world has much to choose from. Part Two 

outlines why these remaining pieces have been chosen from this modern timeline.   

 
50 The Royal Scottish Academy, ‘Sue Black HRSA’ 
51 Contemporary art refers to art produced by artists alive today. 
52 Gamble, ‘Britain’s Eternal Decline’ 
53 Anon, ‘The Impact of Technology on Art’ 



 16 

Part Two 

Artistic Forms of Political Expression 

 
Art reflects the society we live in, illustrating the lives we live, whether art is directly 

political or not. Art reflects the positive sentiments of life in that cultural moment or highlights 

a society’s sorrowful trials and tribulations, sparking conversation. In the modern day, artists 

increasingly comment on or respond to politics. I believe art is always an interpretation of the 

social climate in which the artist, and society live, regardless of their political stance. The 

ArtBuzz54 definition of Political Art is clear and concise, arguing that 

though it’s very difficult to define political art…one general acceptable definition 
that all agree with is that art can be said to be political if it portrays all the direct 
and indirect influences of politics on society55  

before continuing to explore the functions of political art. This source is clear to read, 

allowing for a thorough understanding of what the writer believes to be the four forms of 

political art: socio-political expression, protest, satire, and propaganda. This short 

explanation states simple facts, giving an excellent base to start my research. This source 

gave me a solid structure for selection of the following political artworks and has been a 

fundamental part of my research. Further reading on the following artworks is supported by 

newspapers that give instant updates and opinions in Britain as events take place, and the 

artists own writings, interviews, and press releases. To understand how modern artists 

respond to political experiences, I have explored these four forms of political art and aligned 

them with 6 artworks that fit the function, including them in my exhibition.  

 
54 Artbuzz, ‘Political Art’ 
55 Ibid.   
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i. Propaganda  

Artwork 3 – Darren Cullen Neoliberalism Isn’t Working (2019)  

 

Figure 3 – Darren Cullen, Anti-Tory Propaganda: Neoliberalism Isn’t Working, 2019. Illustration printed on poster 
paper. Spelling Mistakes Cost Lives Archive (Artists Own Website)  

Propaganda is an art form that has been successful during times of political unrest, 

particularly war56, and features artwork that communicates an agenda for the Government to 

the mass public. Often presenting simple graphics, bold lettering, and a personal element 

such as a face or a person, propaganda is certainly not considered ‘fine art’57. It aims to 

carry a simple, clear, and emotive message. Propaganda is advertising– attempting to 

influence human behaviour and form a sense of conformity through its messaging, holding 

power over the consumer. Whether that is a consumer of a product or a government policy. 

Some of the most successful uses of propaganda in history include the artworks produced 

by the Soviet Union in the Cold War or Hitler during World War II; however, there have been 

many modern-day responses to the British Conservatism through propaganda. As 

mentioned, Thatcher rose to power in the ‘70s with her new neoliberal58 way of governing, 

and one factor supporting her successful election was anti-Labour propaganda of the time. 

An example that remains one of the most iconic political campaign posters in existence is 

from 1979: it shows a queue of people snaking across the page from an unemployment 

office, with the words ‘Labour isn’t Working. Britain’s better off with the Conservatives’59. The 

poster was not initially publicised due to a lack of budget, however, at a time when political 

advertising was not well-received, the Labour government officials who were outraged and 

 
56 Lasswell, ‘The Theory of Political Propaganda’, p.627-31 
57 Fine art is created primarily for their creative intellectual, aesthetic, or imaginative properties.  
58 Neoliberalism refers to the late 20th Century resurgence of the 19th century political theories 
favouring the free market. 
59 Anon, ‘History of Advertising No 90: ‘Labour isn’t working’ poster’.  
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made public comment wound up making it into a news story that ultimately put it on the front 

page60. 

Artists have recycled many modern-day iterations of historical propaganda in a bid to 

make a political statement; in Enough, I have chosen to include a piece by British-Irish artist 

Darren Cullen61. Cullen is an illustrator and activist with a vast portfolio of work that features 

his signature illustrative style and attack on consumerism. The named work, Neoliberalism 

Isn’t Working [Fig. 3] featured on overhead advertising boards in trams and tubes in 2019. 

This new iteration plays on the writing and imagery from the 1979 version; however, the 

queue is longer, the people more varied, there are children, elderly and disabled, with others 

passed out on the floor as they wait for entry to a food bank. I find his work highly engaging 

due to its witty stance on public and current political affairs. Cullen’s key motivation is 

fascinating to me; he dropped out of studying advertising in Leeds as he found it to be the 

wrong medium for him, struggling to come to terms with the unethical associations of 

advertising, claiming it was:  

manipulating the desires and aspirations of the public, and especially children, 
using an arsenal of sophisticated and emotionally damaging psychological 
techniques is an appalling way to make and living and an even worse way to 
sustain an economy62. 

To me, this change makes a statement, allowing me to believe that he 

wholeheartedly has confidence in the messages he portrays. His work feels and looks like 

classic propaganda with a satirical twist, inspired by his advertising experience. This 

response is, sadly, a believable image. During the Covid-19 pandemic that started in 2019, 

we saw a downward spiral of economics and rise in government cutbacks63 at the hands of 

the conservatives and their neo-liberal roots laid by Thatcher. The use of food banks has 

risen astronomically since 2018, with almost 3 million British citizens needing access to one 

in comparison to just 1.3 million in 201864. This artistic response from Cullen is a direct 

commentary on a serious issue in Britain. This ‘anti-Tory propaganda’ will strike a chord with 

many in society today, bringing the first graphic element to my exhibition in Part Three.  

 

 
60 Ibid.  
61 Cullen, artists own website.  
62 Ibid., ‘About’ page. 
63 UNISON, ‘Shocking picture of austerity cuts to local services is revealed by UNISON’. 
64 Trussell Trust, ‘End of Year Stats: Food Bank Statistics for Previous Financial Years with Regional 
Breakdown’ (graph)  
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ii. Socio-Political Expression 

Artwork 4 – Jenny Saville Aleppo (2018)  

 

Figure 4 – Jenny Saville, Aleppo, 2018. Pastel and charcoal on canvas. National Galleries Scotland Archive.  

Socio-political expression exists to inform society of political or social issues that they 

may not be altogether aware of due to differences in their religion, beliefs, or social class65. 

Social commentary from an artist encourages the viewer to contemplate an issue, way of life 

or problem they have never come across in their place in society, and for this reason, it 

carries immense shock value. Artists are naturally creative and find ways to express 

themselves that the ‘common citizen’ may not understand. Not all art that makes a statement 

can enact a change when stood alone, and so the role of the curator plays a massive part in 

giving art a collective voice; I will explore this further in Part Three.   

Jenny Saville’s 2018 artwork, Aleppo66 [Fig. 4], is a powerful example of an artistic 

response to a socio-political issue. Saville’s artwork draws from her experience and lifelong 

career painting the female body in its raw and natural form, often large scale and either 

monochromatic or multi-tonal, with layers of oil paint on canvas67. Taking inspiration from 

previous research in which Saville saw hundreds of images of babies carried from bombsites 

 
65 Cambridge Dictionary, ‘socio-political, adj.’  
66 National Galleries Scotland, ‘Jenny Saville, Aleppo’  
67 Miller, ‘Jenny Saville unveils harrowing image of war in Syria in first ever Scottish show of her 
painting’ 
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and warzones, this work is vivid and emotional. Aleppo evokes an instant response of 

sadness from the viewer. In an interview with the Herald, Savile explained:  

I have done paintings linked to war before, but not linked to a political 
situation – I have endless images from the internet, or from newspapers, of 
babies that have been killed in these bombings, and when I finished the piece, 
I have two children myself, how long will it be before we as humans know not 
to do this?  It’s not a political piece, but it is linked to what is going on in that 
region68. 

Aleppo is a technically brilliant response to the situation in Syria in which Britain was 

heavily involved69. For the first time in her career, Saville openly reacted to a political 

situation70, using her platform to preach the impact of our Government’s wrongful actions on 

a faraway country. When looking at other artworks by Saville, they are honest, imperfect, 

and full of sadness – always displaying the eyes of the subject writhing across the canvas in 

a way that you can see into their souls. There is much the same feeling in this piece, 

although it is powerful to consider the lack of a face belonging to the figure carrying the 

bodies in their arms, presumably away from a bombsite. On closer look, it is almost as if the 

body carrying the children does not exist – the dark colours are layered, and the texture is 

almost ethereal. The energy in this piece has shifted, especially around the bold use of red 

pastel across the bodies of small children. In Part Three, this intensely political piece 

significantly impacts the viewers, bringing a strong layer of sadness to Enough.  

 
68 Quoted by Miller, ‘Jenny Saville unveils harrowing image of war in Syria in first ever Scottish show 
of her painting’ 
69 BBC News reported that British airstrikes on Syria & Iraq in 2014 killed 4,000 enemies, reducing the 
Islamic state to rubble. Civilian casualties were assumed to be under-reported as only 1 was 
recorded. 
70 Miller, ‘Jenny Saville unveils harrowing image of war in Syria in first ever Scottish show of her 
painting’ 
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iii. Protest 

Artwork 5 – Banksy Vote to Love (2016) 

 

Figure 5 – Banksy, Vote to Love, 2016. Spray paint on UKIP placard mounted on board. Sotheby’s Private 
Collection. 

 Protest is an essential societal output as it publicly communicates a disagreement. In 

the political landscape, protest is not uncommon; the two naturally go hand in hand. 

Suppose society disagrees with a government or a policy change to our human rights, 

peaceful protest is allowed, bringing the underrepresented public views into the limelight to 

enact a change. Historically, protests have been very successful with critical events in 

contemporary Britain, such as the 1990 Poll Tax Riots71 that eventually saw the resignation 

of Thatcher and the 2003 London March72 against the Iraq War in which the country saw 

their confidence in Tony Blair as Prime Minister diminish73. To this day, protest remains a 

key part of British culture and, in recent times, has come under attack from the Government 

as it attempts to amend the laws around protest. Rishi Sunak recently said, ‘We cannot have 

protests conducted by a small minority disrupting the lives of the ordinary public. It’s not 

acceptable and we’re going to bring it to an end’74. Protest is an active and emotional art 

form, often angry and unapologetic. Political art has a way of becoming the activism it seeks, 

responding to political and social issues in many ways. The very nature of protest is creative: 

exploring new ways to communicate an idea to be heard by the masses.  

 
71 The National Archives, ‘Revolt: The Story of England’s First Protest’ podcast recording, 00:00-04:22 
72 Adams, ‘A beautiful outpouring of rage: did Britain’s biggest ever protest change the world?’ 
73 Anon, ‘9 Famous Moments in British Protest History’ 
74 Government website, ‘PM takes action to stop disruptive protests’ 
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 The art of protest has become synonymous with the ethos of street art or graffiti. The 

act of taking to the streets to convey a provocative message in a rebellious, unrestricted, and 

albeit illegal, popular in contemporary art worldwide. Graffiti is infamous for location tagging 

and acts as a sign of placemaking, raises the notion of anti-establishment, promotes 

counterculture and defines a cultural identity on the streets. The Maddox gallery sums up 

street art with a term they have coined, ‘The Banksy Effect’: 

Street art disrupts the world we inhabit and imposes itself into our 
lives and spaces in order to challenge or comment on the status quo. 
Banksy's art continues to challenge our views, perceptions, and beliefs and 
has managed to revolutionize the way that artists showcase their ideas75. 

Graffiti has always been considered vandalism76, not art. I believe it is art - it serves 

as a form of protest art, making it vital to include as a form of political expression. I have 

included one of the most iconic British street artists, Banksy, in this writing.  

Arguably a household name, Banksy’s infamous artworks across the globe are 

instantly recognisable and always toe the line; mainstream versus alternative, legal versus 

illegal and art versus vandalism. Banksy’s work is heavily satirical and leans into the darker 

side of British humour through his iconic stencilling technique in choice locations. His work is 

always relevant to current events and challenges social injustice in the locations where he is 

creating art. When a Banksy artwork appears, it activates the local area, bringing crowds 

and publicity, usually before being taken down if it is overly political77. For my exhibition 

Enough, I have included Banksy’s 2016 artwork Vote to Love [Fig. 5]. In the book to support 

his 2023 exhibition Cut and Run at Glasgow’s MoMa78, Banksy recalls collecting UKIP Vote 

to Leave placards during the Brexit referendum and learning he could strategically place a 

love heart to read ‘Vote to Love’. Banksy initially remarks that this seemed an 

uncontroversial move, but I believe this action became protest. This work declares the 

artist’s views against the politics of the moment in a timely way. Using political paraphernalia 

found in the street to create this statement is genius. Despite the intention behind the piece 

being harmless, it became controversial when the MP who had commissioned the placards 

sent a lawyer’s letter to Banksy ‘seeking damages for mutilating its meaning79’.  The piece 

also caused controversy in the art world – Banksy submitted the work to Grayson Perry’s 

250th Summer Exhibition for the Royal Academy of Art under a pseudonym, aligning with his 

 
75 Maddox Gallery, London, ‘The Banksy Effect’ 
76 Choi, ‘Street Art Activism: What White People Call Vandalism 
77 Bracknell News reported a confirmed Banksy work removed within an hour of its appearance in 
December last year, it featured military drones painted on stop signs on the roads. 
78 Anon, ‘Banksy Opens New Exhibition ‘Cut and Run’ at Gallery of Modern Art, Glasgow’ 
79 Banksy, Cut and Run – 25 years card labour, p.92 
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ethos to remain anonymous, and the judges rejected it. It made an appearance in the show, 

however, as Banksy was approached later by Perry as a distinguished artist to submit a 

piece80. This situation inadvertently highlighted the public discourse at the time that saw 

many artists questioning the role of the establishment within the art world81 and their support 

of the avant-garde. Resubmitting the piece was Banksy’s statement against this. This piece 

sits well within Enough as a prime example of how artwork can carry a mutual public 

message of protest against a political agenda, which I explore further in Part Three.  

Artwork 6 – kennardphillips Blue Murder (2013) 

 

 

 

 

 

 

 

 

When considering protest art, I have selected a second piece of art, this time by 

kennardphillips, the artistic collaborative duo of Peter Kennard and Cat Phillips. Kennard and 

Phillips came together during the Iraq invasion in 2002 to create protest art82. Since then, 

their collaborations have evolved and attack the powers leading invasions around the world, 

creating work that is a tool for the social and political movements challenging government 

systems. They describe themselves as ‘the visual arm of protest’83, their work is created in 

the hope that it will be used as activism by those movements who need it. kennardphillips 

publicly support the cause against political agendas and condemn those in charge by 

 
80 Anon, ‘Did Banksy get into the Summer Exhibition?’ 
81 Botton, ‘The Problem with the Art Establishment’ 
82 kennardphillips Website, ‘About’ Page 
83 Ibid. 

Figure 6 – kennardphillips, Blue Murder, 2013. 24 pigment ink and charcoal on newspaper prints. 
kennardphillips Website. 
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creating street art, photomontages, large-scale work, and commissioned exhibitions 

highlighting the wrongs committed. Blue Murder84 was an exhibition held in 2013 that 

featured an assault on David Cameron’s destruction of the welfare system within Britain. The 

exhibition featured many images of Cameron’s face [Fig. 6] printed on to the Financial 

Times, violently ripped open at the centre to show various images of ‘destruction caused by 

the Conservatives attack on the welfare system, the National Health Service, the disabled, 

the unemployed and the poor’85. The artwork is a direct response to the decline of British 

society at the hands of the Conservative Party ideologies. The Conservative party colour is 

blue, hence the exhibitions name. Initially displayed in box frames as if relics from a museum 

of history, the artwork is made from ink and charcoal on newspaper, referred to in the press 

release as ‘deprived materials’86. The result is rough and ready, almost dirty, and this leans 

into the idea of the dirty streets of Britain and the dirty press. The use of the Financial Times 

is a nod to the newspaper that broke the infamous Greensill lobbying scandal in which 

Cameron reportedly made £10million87. I think there is beauty in each piece as you view 

each rip and tear in Cameron’s face, exposing the raw horrors below that are all too real for 

the most deprived in the country. It is emotive and triggers a response, regardless of political 

stature. This piece fits perfectly within my exhibition, Enough, as a tool to evoke anger within 

the viewer.  

 

 
84 Anon, ‘Blue Murder: kennardphillips opening exhibition’. 
85 Ibid. 
86 Ibid.  
87 Swinford, ‘David Cameron 'told friends he would make $60m from Greensill deal'’.  
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iv. Satire 

Artwork 7 – Cold War Steve untitled (2022) 

 

 

 

 

 

 

 

I believe Satire is the most well-known form of political expression today. Artists use 

satire to bring about an awareness of a political issue or situation using humour. Satire is a 

category of witty art important to British visual culture and a society that regularly consumes 

artistic, political commentary. Satire often presents itself in political cartoons and comics, 

whether these contemporary cartoonists take heed from existing graphical styles or channel 

their own through the story they tell. Despite being centuries old as an art form88, political 

cartoons are more prevalent in contemporary art than ever before. Social media and the 

advances of modern-day internet have changed the shape of art in many ways89, the most 

important change is that artists do not require an esteemed art establishment to credit or 

validate their work as digital sharing platforms grow in popularity. Artists can respond as 

quickly as an incident affects them and shedding a comical light on these rises in popularity 

a lot quicker online. Through the developments in social sharing and resharing in British 

visual culture, a new wave of artists has arisen, known for comic images made of 

photomontage and digital collage90. This new art form is the 21st century cartoon, and 

although a fine art stance would question if it is art, its popularity grows. One of these 

modern artists who features in Enough is Cold War Steve.  

 
88 Taylor, The Literariness of Graphic Satire, p.3-39 
89 Pigment, The Last., ‘How Social Media Changed Art’ 
90 MadButt Studio, ‘Digital Collage Trends’ 

Figure 7 – Cold War Steve, Untitled, 2022. Digital photo montage image. Artists own website. 
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Cold War Steve, or Christopher Spencer, is an artist from Birmingham specialising in 

satirical and surreal photomontages. Spencer’s humorous work, made on an iPad, rose to 

fame in 2016 through his Twitter feed as it ‘offered a lifeline to many during dark times’91. His 

2022 artwork featured in Enough depicts the infamous British Prime Minister, Liz Truss [Fig. 

7], sitting in an outdated, ‘80s style salon, showing the stylist a photo of Thatcher as if to say, 

‘I want my hair to look like this’. The work is a classic Cold War Steve photomontage 

featuring Steve McFadden, the English actor famous for his long-term role in Eastenders. In 

an interview with ITV News in 2020, Spencer discusses how he developed his name from an 

idea to feature McFadden in a Cold War scene: 

in no way am I using him in the same way I would use Trump or Mogg or 
anyone, you know, he’s there as the ‘every-man’, that’s what I say. He is in the 
piece usually with his existential angst, observing and dismayed92.  

Spencer’s work stemmed from this simple idea and McFadden now features in every work. 

As he talks further within the ITV interview, he explains his background as an ‘ardent 

Remainer’ and how his work since the Brexit decision became a way to channel his 

anxieties, anger and concerns and gradually became more political. I wonder if the inclusion 

of the common person (McFadden) is Spencer’s avatar, communicating his feelings of 

angst, inserting a piece of himself in an almost whimsical self-portrait within the montage?  

As for the content within this image, it is no surprise that Truss would feature – Truss 

was one of the most notable Prime Ministers of the 21st century, thus making her the perfect 

candidate for satirical political commentary. Truss was elected in September 2022 following 

the resignation of Boris Johnson93 and her first act was to release a mini-budget. The budget 

was widely criticised for the financial instability it would create and was reversed94 before 

further scandals within the Government came to light, particularly allegations of intimidation 

and manhandling95. Truss resigned in October, making her the shortest-serving Prime 

Minister in history after just 44 days in office96. Naturally, Truss became the laughingstock of 

the country in that moment, with much of society mocking her online. The Daily Star live-

streamed a head of lettuce, comparing the expected shortness of her premiership to that of 

the lettuce’s shelf life97, and of course, the lettuce outlived Truss’ reign.  

 
91 Cold War Steve, artists own website ‘About’ Page  
92 Spencer on ITV News, ‘Cold War Steve on his satirical montages of UK Politics’ 
93 BBC News, ‘Boris Johnson’s farewell speech as UK Prime Minister’  
94 Keep, The October 17th Fiscal Budget: Summary and Background 
95 BBC News Article, ‘MPs allege bullying during chaotic fracking vote’ 
96 Stephens & Capurro, ‘Liz Truss becomes Britain’s shortest-serving Prime Minister’. 
97 Daily Star, ‘The Moment Lizzy Lettuce outlasted Liz Truss as Prime Minister’ 
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However, Cold War Steve released this artwork at the start of Truss’s premiership, 

tackling a very different narrative. Throughout her time as Foreign Secretary, Truss was 

compared to Thatcher and, on multiple occasions, addressed the comparison herself98. 

Truss admired Thatcher and, although she had a different set of political challenges and 

obstacles to overcome some 40 years later, her approach to resolving these issues bore 

uncanny resemblances to Thatcher’s ideologies. Truss earned herself the status of an 

‘ideological shapeshifter’99, advocating for individualism and was suspicious of a welfare 

state, much like Thatcher. This artwork by Spencer tackles this narrative head-on, depicting 

Truss attempting to make herself more like Thatcher in the salon. The artwork was on trend 

and continued to poke fun at Truss like much of the country as they watched her attempt to 

resolve political issues with non-radical and outdated Thatcherite solutions. This piece sits 

well within the exhibition context in Part Three and introduces a very modern art form, 

highlighting a rather comic period of British politics.  

Artwork 8 – kennardphillips Photo Op (2005) 

 

 

 

 

 

Political art can encompass more than one form of expression to convey its 

message; the work of kennardphillips is the perfect example. As mentioned, kennardphillips 

pride themselves on their artwork as protest to campaign against war; however, their work 

Photo Op [Fig. 8] encompasses a satirical nature. Although satire is often comical, in this 

instance, it evokes an emotional response of anger. The power of the image in art is vitally 

important to context and the intended messaging portrayed. Photo Op has become a 

definitive work of art in the commentary on the Iraq War. This photomontage features the 

infamous Tony Blair smile as he poses for a selfie in front of a desert of burning oil and is a 

 
98 McGrath, ‘Liz Truss rejects Margaret Thatcher comparisons: I am my own person’ 
99 Drury, ‘How similar is Liz Truss to Margaret Thatcher?’  

Figure 8 – kennardphillips, Photo Op, 2005. Photo-lithographic print on 60gsm paper. Artists own website.  
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direct response to the unlawful invasion of Iraq in 2003100. Sara Bevan, curator of Imperial 

War Museum North said:  

One of the things that contemporary art does really well in relation to conflict is 
talk about issues that are less tangible or more philosophical. There is much 
more of a personal or political voice coming through, with artists like 
kennardphillips and their Tony Blair piece101.  

The work was projected onto buildings near the Iraq inquiry in 2011, taking up an active role 

of protest such is kennardphillips’ M.O. I find the piece to be initially familiar as the face of 

Blair smiling was iconic during his reign as Prime Minister of Britain between 1997 and 2007. 

Blair was the longest-serving Labour Prime Minister in modern politics and branded himself 

as ‘New Labour’102. The main feeling from this piece is anger – when you see this national 

leader, posing shamelessly in front of the destruction his hand caused, the emotion is raw. It 

is a successful political artwork and is perfect amongst the other pieces selected for Enough. 

The Government controls the lives of the citizens within the country, and its decisions 

impact everyone directly, whether you agree with them or not. Politics raises emotions for all 

of society, no matter which party you support, and with all forms of political art, there is a 

clear emotional response to be had. Bringing together these selected pieces that vary in 

medium, time of release, target audience and the size of the artist’s platform evokes a wide 

range of emotions. The most prominent in this selection is the feeling of anger, which clearly 

indicates my opinion of politics within the country. In my exhibition, Enough, the aim is to 

activate the viewers on the topic and encourage them to question their political stance.   

 
100 MacAskill et al, ‘Iraq War was illegal and breached UN charter, say Annan’ 
101 Durrant, Cover Story, The Times Issue 70990 p8 
102 New Labour refers to the period of British politics from 1997 to 2010 where Tony Blair and Gordon 
Brown adopted a newly reformed Labour Party in which the ideologies of the party shifted from 
socialist policies to those that favoured equality of opportunity, social justice and favoured the market 
for economic efficiency.  
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Part Three 

The Role of the Curator 

 
The Oxford English Dictionary defines curate or curation as ‘to select, organise, and 

look after the objects or works of art in a museum or art gallery’103. This is an outdated 

description of the term as it directly refers to gallery or museum-based work, curatorial 

practices have expanded beyond this in the modern day and are no longer limited to 

selecting, organising, and preserving artefacts in this setting. David Balzer refers to this as 

‘the popular understanding of curatin’ and coined the term curationism in his publication, 

How Curationism Took Over the Art World - And Everything Else104, highlighting our 

fascination with the 'curationist moment' we have lived in since the mid-90s.  

  

It is unknown when, where, or why the earliest exhibition of art occurred, what it 

contained, or if a term equivalent to 'curation' existed then. The crucial element of that 

exhibition is that it took place, and the curator believed in the story told by the content. 

Something at that moment needed to be expressed, communicated, or liberated from the 

curator's mind by bringing multiple artistic voices together and giving them a new meaning 

through their contextual connections. Carolee Thea105, an artist, curator, writer, and art critic 

known globally for her in-depth knowledge of contemporary art, art history and global culture, 

is a source of great value within the world of curating and to this writing. Thea’s international 

book series, On Curating106 features interviews with artists and curators she considers 

pioneers of global 'curationism' and as ‘curators whose interests lies in testing the 

exhibition’s conventional boundaries’107. Thea characterises independent curators as:  

translators, movers, or creators whose material is the work of others…the 
role of mediator is inescapable…while the art critic embodies the generalised 
gaze of the public, the curator inversely translates the artist’s work by 
providing context to enable the public’s understanding108.  

This quote encompasses the entire sense of curating. Curating is about giving context to the 

artist's work and communicating this to the public. Art is subjective to the viewer based on 

their experiences. However, in a curated selection, art forms take on a whole new meaning, 

defined by the curator and reinforced by its place in society at that time. This is why I have 

 
103 Oxford English Dictionary, ‘Curation, n.’ 
104 Balzer, Curationism: How Curating Took Over the Art World and Everything Else, p.2 
105 Thea’s website, ‘Biographical Narrative’  
106 Thea, On Curating: Interviews with Ten International Curators 
107 Ibid., p.9 
108 Ibid., p.6 

https://www.caroleethea.com/biographical-narrative
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chosen an extended curatorial rationale to discuss the topic of artistic responses to the 

British politics. By aligning my selection of artistic responses into a new narrative, I bring 

together multiple voices of artists who use their craft to challenge real-life matters. My 

exhibition, Enough, evokes emotion within the viewer, challenging their understanding of the 

quality of politics in Britain. The following two chapters feature an explanation of the intended 

audience of the exhibition and the layout of Enough, analysing how the exhibition’s layout 

strengthens the messaging behind the artistic responses.  
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Enough: Location & Audience  
 

When considering the audience for Enough, it is essential to consider the reach of 

politics within the country – politics feels like it is everywhere, but did it always feel like this? 

On a personal level, I can recount a few times that I felt politics was all there was to be 

talked about: in the lead-up to the Scottish Referendum in 2014 and throughout the Covid 19 

Pandemic that started in January 2020. These two periods of political interest are vivid in my 

mind. The most recent pandemic was naturally a pivotal time for politics, with the moves of 

the Government televised daily as the country feared for their lives109. Politics became a 

daily event with regular briefings to the country, keeping everyone up to date. When you 

include the spread of information over social media in today’s culture, negative news travels 

faster than ever before110 and it was the handling of the pandemic by the conservatives that 

brought the British Government’s flaws to the forefront of popular culture. Politics permeates 

our lives daily across TV screens, mobiles, radios, and newspapers; my target audience for 

this curatorial rationale is those who consume political news across these platforms daily. 

Those who can vote in General Elections are the ones who can make a change for the 

future of Britain and are fundamental to target to enact a change.   

 

 

In order to establish a target audience, looking at previous voting figures to 

understand where there was a gap in voting is crucial to the success of my exhibition. As we 

 
109 Mach, et al. ‘News media coverage of COVID-19 public health and policy information’ 
110 Kurzgesagt – In a Nutshell., ‘The Internet is Worse Than Ever – Now What?’ 

Figure 9 – British Election Study, 2021. A hierarchal Bayesian-style table examined the turnout reported by 
age at the 2015, 2017 and 2019 elections. British Election Study Website. 
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can see from the British Election Study [Fig. 9], there is a vast difference in voting turnout 

per age group at past general elections111. Ages 45+ have a great turnout at over 70% of the 

population, whereas ages 18-34 have only recently surpassed 50% turnout. Although their 

turnout is trending slightly upwards, the younger generations appear less likely to vote than 

older generations. It is clear that the younger generations lack the turnout to make a change 

with their vote, making them a key demographic to target with my exhibition. There was a 

visible downturn in turnout for the older generations in the 2019 election, I assume this was 

due to bad weather during an unusual winter election. This election was the first in 

December since 1918112, and was called by Parliament due several failed attempts at a 

Brexit withdrawal agreement by Theresa May and Boris Johnson. With the next General 

Election expected in spring/summer 2024, placing my exhibition within the public’s view 

ahead of this is essential. The exhibition aims to say enough is enough, and this window 

ahead of the election is the ideal time for the exhibition to reach an audience that is already 

politically aware due to increased news coverage. Ahead of general elections, there is 

typically six weeks known as the pre-election period113, described as a period of sensitivity in 

politics. Pre-election is in place to reduce the risk of any abuse of power114 and allows 

society to form an opinion at their merit. During these six weeks, I would expect my 

exhibition to take place – whilst MPs are out lobbying their constituents and it is in the 

forefront of voters’ minds. It is, however, illegal to sway someone’s vote115; so, the exhibition 

must not actively contain anything encouraging the viewer to vote a certain way. I have 

allowed these artworks to come together and speak for themselves on the topic with very 

little writing about the election on site, I have included both Labour and Tory images within 

the works to mitigate this. This way, the viewer takes in the artwork and votes on their own 

accord; the aim is not to sway one way or another, but to encourage those who view it to 

react to the art. I have to be mindful, for all of the flaws that I believe it has, the Conservative 

Government has been voted in repeatedly by the British public. Combine this with the notion 

that British elections are essentially a two-party race, with neither Labour nor Tory being any 

better than the other in the eyes of the public. The nature of Enough is not to sway a vote but 

to encourage active participation in politics by the viewer. It does not provide the attendees 

with an answer on what is right or wrong but highlights the challenges this country has faced. 

 

 
111 The British Election Study Team, ‘Age and voting behaviour at the 2019 General Election’.  
112 Bolton, ‘General Election 2019: The impact of the weather on turnout’  
113 Previously known as Purdah, this is the pre-election period where there are restrictions on 
communication activities, the term ‘heightened sensitivity is often used during this time as explained 
on the Local Government Association Website, ‘Pre-election Period’ 
114 Abuse of power means to misuse authority to gain unfair advantage. 
115 Crimestoppers UK Website 
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Figure 10 – Glasgow Central Station concourse with crowd, April 2016. Photograph. Network Rail Website. 

 When considering the location for Enough, I want to encapsulate the feeling of 

politics being everywhere and consider how to bring the exhibition to as many people as 

possible. I need the exhibition’s content to infiltrate the viewers’ lives and make them stop to 

appreciate how artists responded to the political situations that should be familiar to them. A 

vital factor to the exhibition’s success is its ability to bring these art pieces to as many 

viewers as possible in a place that is not an elite gallery that would require ticketing or 

queuing. Therefore, my exhibition is a popup on a railway station concourse. I imagine this 

exhibition will be replicated in many railway stations throughout Britain’s major cities. 

However, I use Glasgow’s Central Station [Fig. 10] as the primary location for this written 

piece. The concourse at Glasgow Central, and most central railway stations, is large enough 

to host the temporary exhibition and will no doubt become a talking point amongst 

commuters interacting with Enough. In 2018/19, Transport Scotland recorded 92 million 

users of trains in Scotland, with 40% (almost 37 million) of those journeys either starting or 

ending in Glasgow Central116. When compared to the population of 5.4 million in 2018117, this 

statistic translates to every person in Scotland having passed through the station at least 

 
116 Scottish Transport Statistics, No. 39 2020 Edition p112 
117 Figures on the National Records of Scotland website  
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twice in any six-week period – the length of time my exhibition would feature on the 

concourse. This footfall would draw a huge, varied audience to the exhibition over the six 

weeks, at a prime political time. As in the statistics above, these figures relate to those 

whose journey ended or started in Glasgow Central; I hope the viewers would have Enough 

fresh in their mind on their onward journey, discussing it further with whoever is on the other 

end, whether it is a friend, relative or an office full of colleagues.  

 

 
Figure 11 – Technical drawing of Glasgow Central Station main concourse, 2017. Glasgow City Council Planning 
Application Document Portal, Application 17/03247/DC, Drawing Reference 17081-GLC 01.  

 

The location of Enough is central within the city, and although the key target audience 

is those who use the station itself, the location is accessible for anyone who frequents the 

city centre, well-lit and has all the amenities on site that could be required of an exhibition 

attendee: accessible toilets, places to get something to eat and places to sit. There is a lack 

of loud background music, and the general hustle and bustle noise will allow for a unique 

experience. Upon viewing the pop-up exhibition, the viewer will be able to hear the sounds of 

life rushing past in the busy station as they move from artwork to artwork. This adds to the 

atmosphere of the exhibition and reminds the viewer that life continues to happen regardless 

of the political decisions made by the Government or the voters, keeping their reality within 

their mind. The station concourse is vast and mostly open to allow for the movement of 

commuters. My exhibition will feature within this open space as a pop-up structure, located 
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behind the main seating area [Fig. 11] between the three entrances to catch as many 

commuters as possible as they enter. This is close to the seating area which will cause some 

disruption to the regular commuters; however, this is a desired effect of Enough in order to 

create interest in the sentiments of the exhibition. The area of the concourse selected is flat 

and will allow viewers to walk around the exhibition with ease, including wheelchair users. As 

this is a pop-up exhibition, the main structure will be made of temporary partition walls, 

allowing flexibility in many ways – the formation and shape of the exhibition can morph to 

suit the varied station concourses across the country, making the most of any platform. Of 

the selected artworks, many depend on their ability to be photographed and shared in the 

modern internet world to be successful, their messaging only truly effective when repeatedly 

reproduced by society. This means the original artworks do not need to be obtained, 

reducing the costs, security required and other ‘red-tape’118 issues surrounding temporary 

exhibitions. The temporary walls are white to allow the viewer to focus on the art in situ, 

sitting within the feelings of each piece without distraction. There will be no roof structure to 

the exhibition to allow for the natural light of the station to fill the space as well as the noise 

from the station to support the exhibition as described. There will be some supplementary 

lighting fitted to the walls within the structure to highlight the larger artworks.  

  

 
118 The term ‘red tape’ refers to the rules surrounding processes that can often seem lengthy, 
unnecessary, and often cause delays. 
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Enough: Exhibition & Content Layout  

 

 
Figure 12 – Annotated illustration of proposed exhibition layout highlighting location of artworks and lighting, flow 
of viewer movement and viewing space given per each artwork.  

 The artworks in Enough have been placed in a way that both encourages the 

emotions of the viewer and honours the modernity of the medium in which the 

artworks were produced. The artworks do not feature in the same order they have 

been explored within this writing. I believe when rationalising their selection, my 

writing was logical and followed my defined guidelines of the selection process. In 

the exhibition, the artworks are placed in a manner that reinforces the narrative out 

with this literary explanation, maximising their effect through strategic placement. 

Each artwork is given the space it needs to be taken in by the viewer with varied 

levels of interaction across the collection. I want the viewers to feel themselves 

meandering through the space, winding in and out to mimic the complexities of 

navigating politics. The pop-up site features long, narrow corridors with art works 

placed at the end or on the wall viewers walk by. This layout [Fig.12] takes the 

viewers on a journey by themselves through these corridors, echoing the idea that 

you are alone in your views on politics. Your vote is private and so is the emotional 

journey within Enough. Where I would have liked to design the space with tighter 

corridors to mimic the feeling of being in a polling booth by yourself, the need to have 

the space accessible for all was more important. The corridors are set to a 1500mm 
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width which is adequate for wheelchairs to manoeuvre with ease119. The space is 

designed in an almost labyrinth-like formation and features little to no comfort. 

Politics is uncomfortable and often difficult to talk about and that is why there are no 

additional comforts within the pop-up exhibition such as soft lighting and seating. The 

viewers are encouraged to stand in their discomfort as they embrace the emotional 

artworks on display, even in the larger spaces that host the more traditional art 

works. Using these techniques, the viewers focus is drawn to the artworks within 

Enough and the emotions that stir within themselves.   

 

 
Figure 13 – Image of 1:20 scale model showing entryway and first artwork. Printed artworks on 3mm white 

acrylic.  

Upon entry, the viewers are met with a corridor lined in prints of Cullen’s Neo-

liberalism Isn’t Working [Fig. 3], each the size of a poster you would find overhead on 

the subway to honour the artists advertising influence. There are many copies, 

 
119 Scottish Government, Building Standards technical handbook 2017: Non-Domestic Buildings, 
Section 4.2.2 
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pasted over one another in a hap-hazard fashion, creating an assault on the senses 

in the form of this new ‘wallpaper’ [Fig.13]. The artwork presented at the start of the 

pop up sets the tone, teasing the morbid nature of the artwork that lies deeper within. 

The illustrative and almost comical aspects of this artwork could lead to the into it 

being taken lightly by viewers, despite its serious underlying message. To reinforce 

the severe nature of the art on display, this corridor leads into a large space solely 

housing Currie’s, Unknown Man [Fig.2]. This artwork is daunting, consuming most of 

the wall space available to it, and almost sinister on first viewing, sitting alone in this 

space, allowing the viewers to take in its size and tone. There is a feeling of 

uncertainty within the artwork, with questions pouring into your mind as Dame Sue 

Black stares into your soul: what is in the picture? Who under the sheet? What 

happened to them? What is the bucket for? These feelings of uncertainty and fear 

are the desired effect from the piece, leaving the viewer eager to move on. 

 

The next corridor houses the first of two projected artworks. The introduction 

of the projector as a means of display is a nod to the modern nature in which the 

digital photomontage is produced. These artworks are typically made within a 

computer or iPad, designed for internet sharing, rarely leaving their digital domain. I 

want to honour this by projecting the digital artworks onto the wall at the end of the 

long corridors, the first on display being Cold War Steve’s, untitled [Fig.7]. To add a 

third dimension to this digital display, I have included speakers in these corridors to 

support. British visual culture today heavily features video sharing as well as images 

so to include sound will resonate deeper with the public as they take in the static 

image. To provoke an emotional response from the viewers, the sound in this 

instance will be that of Liz Truss’ resignation speech she gave on October 20th, 

2022120. Her speech was less than two minutes in which she stated:  

 

 I recognise though, given the situation, I cannot deliver the mandate on 
which I was elected by the Conservative Party. I have therefore spoken to 
His Majesty the King to notify him that I am resigning as leader of the 
Conservative Party121 

 

 
120 Reuters, ‘Liz Truss Resignation: The full statement’ 
121 Ibid. 
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As the guests move through the exhibition and past Liz Truss, the fourth 

artwork comes into view in another room [Fig. 14], slightly smaller than the one 

before. The 24 pieces from Blue Murder [Fig.6] are placed in the centre of the room, 

in an old newspaper stand that allows the viewers to move around the artwork, 

getting as close as they like. I want to ensure the viewers can see and feel the raw 

emotion of the rips and tears created within each piece by the artist, of course, these 

will be commissioned replicas as already explained. These replicas have to be 

physical and carry the same ‘depraved material’ characteristics of the originals, to 

maintain the concept. It is unusual to have permission to touch or interact with art in 

an exhibition for fear of damages, however in this instance, the closer interaction is 

encouraged. Where there is no clear indication that the art can be touched 

throughout the show, there are no consequences if the viewers decide to do so as 

they are replica pieces. This is a play on the intricacies of democracy – the feeling 

that your vote doesn’t matter because your just one person and you cannot make a 

change. The same if you were to touch an art piece hanging in a museum, if just one 

person touched it surely no damage would be done but if everyone touched it, would 

it change?  

 
Figure 14 – Image of 1:20 scale model showing corridor with Photo Op projected at the opposite end. Printed 
artworks on 3mm white acrylic.  

 



 40 

The next corridor houses the second of the projected artworks, kennardphillips’ 

Photo Op [Fig. 8]. The noises in the corridor to accompany the artwork are the 

background noises from a warzone122, noises of helicopters, gunshots, and 

explosions. This background noise appears as if from nowhere, guaranteed to give 

the viewers a fright. War is invasion and this sudden noise overhead will act as an 

invasion of the senses for those who move through the noisy corridor, rendering 

them hyper aware of their surroundings and feeling uneasy as they move through to 

the next room. The next room is larger, allowing the user to breath as they leave the 

sensory experience of the previous corridor. Saville’s Aleppo [Fig. 4] hangs in this 

room, with space to stand and view the piece, taking in the size and sadness.   

 

 
Figure 15 – Image of 1:20 scale model showing room containing Aleppo and the viewers journey on to 

Destruction of the National Front. Printed artworks on 3mm white acrylic.  

 

 

 
122 A combination of war sound ASMR compiled using existing recordings online.  
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The final two artworks are displayed in smaller passing places to leave lasting 

sentiments within the viewer as they leave the exhibition. The first is Chambers 

Destruction of the National Front [Fig. 1], hung in a short corridor just as long as the 

artwork that the viewers pass by, allowing a close look at the materials used. The 

artwork is placed here to allow for a reminder of the horrors of the previous artworks 

and assigns almost a sense of ownership to Britain with the sudden appearance of 

the British flag in this setting. Of course, as the British flag in this piece is slowly torn 

apart and reformed into a swastika, the viewer can put together their own 

assumptions at what the carefully placed piece is hinting at. As they move round the 

corner, the final piece of artwork comes into view by the exit. A slightly lighter hearted 

piece in relation to the previous works, Banksy’s Vote to Love [Fig. 5] is placed as a 

placard is originally intended, on a wooden plank as if to be held by a protester. This 

final lasting sentiment of the exhibition places ownership of the future into the 

viewers hand as the words vote and love are the last to be seen. Hopefully, this 

artwork reminds the viewers that politics, in theory, is of their own design by the use 

of their vote and they can use their voice to ‘break the system’ like graffiti or protest 

does. This final piece should remind the viewer that the power is in their hands and, 

on reflection of what they have seen, they should feel a sense of shame at the 

actions of the Government as they leave are instantly returned to their normal life 

within the station they use to commute.     
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Conclusion 
 

Through research of British political history and its relation to the artistic 

responses of contemporary creators, this extended curatorial practice has 

considered the question, is all art political? As outlined in Part One, with support from 

the varied writings of multiple art critics and historians, it is clear that there is no 

simple answer to this question. My view on the question, given the research 

analysed throughout this writing, has led me to believe that context is the defining 

factor to the political nature of an artwork. I demonstrate this in Part One, through the 

analysis of one artwork in particular – Unknown Man, by Ken Currie. This artwork is 

not a directly political piece however, when placed amongst the other highly political 

artworks in curatorial practice, it aligns with the messaging. This importance of 

context was compared to Chambers’ Destruction of the National Front. This piece is 

visually extremely political and makes a statement against some area of British 

culture however, it isn’t until we read into Chambers’ motivation behind the piece that 

we understand the exact issue it targets. 

 

Curators exist to communicate a narrative through the collective context 

created by bringing varied voices together. It is interesting to consider how the nature 

of political art could flipped if the narrative was different. If politics was considered 

successful in Britain, how differently would artists respond? Would it be possible to 

present a collection of political art in a way that could depoliticize their messaging? I 

don’t believe so as I have clearly highlighted through this writing: artists are not 

complacent with the actions of the government and their responses echo this. Art 

can only respond realistically to events and artists exist to question the actions of the 

government, such as Jenny Saville’s Aleppo. Part Two of this ECR successfully 

explores and demonstrates the forms of expression artists assume to convey their 

responses. If the actions of the British Government were desirable for the country, I 

believe art would take on a different form. If art was created to praise the 

government, it would paint an image of heroism rather than that of sarcastic satire 

and angry protest. This notion is hard to imagine considering how conditioned we are 

as a society to make light of the political landscape through artists such as Banksy 

and Cold War Steve. Could a heroic image of a government leader really be taken 
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seriously in British visual culture? Political art repeatedly questions the government 

critically and on behalf of society, holding their decisions accountable. If that were 

not the case, how different would British art look? Would it venture down the route of 

looking kitsch? It is clear that the question of all art being political does not have a 

simple answer, it in fact, it creates more questions.  

 

Throughout Part Three, I stress the importance of bringing Enough to as 

much of the target viewer as possible as a vital factor to the success of the exhibit. 

The chosen location supports this wholeheartedly although a deeper explanation of 

the exact target user could be included. Other key design decisions made to ensure 

visibility of the exhibition include the pop-up nature of the structure and the use 

replicas of the art works. These decisions allow the exhibition to be repeated across 

the country, bringing it to as many major cities in the UK as possible. I believe in the 

way it has been designed, this exhibition could realistically take place. There is a 

flexible and cost-effective nature to the material chosen for the walls and using 

replicas alleviates security concerns. The exhibition is consciously designed to be 

accessible and with the flexibility the walls offer, the space will remain accessible in 

whichever shape it takes place in other stations. The timing of the exhibition is strong 

and supports the political agenda at the core of the curation.  

 

Writing this extended curatorial rationale has been an exciting research 

process that I have thoroughly enjoyed. I believe research has informed and 

supported my decisions throughout. I have held my preconceptions and personal 

opinions of the government at a distance, allowing myself to stand back and take a 

research-based, objective view on the question. One of the challenges I found during 

the research period was the quality of sources available to me surrounding modern 

art. There is a vast range of academic sources that cover art and art history, 

however, in the modern ‘internet’ era, literary writing and physical books on the topic 

are few and far between. The recent decline in the state of politics has not yet been 

documented by writers as it has happened so quickly, I look forward to reading more 

in the future when enough time has passed to allow authors to produce critical 

writing on the political landscape and artistic expression.   
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